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If you want _to live happy, go back home 
with me; 
If you want to live happy, go back home 
with me; 
I will sing you songs • • • such as Ill~ earer 
My God To Thee •••• " 
. . 
I got a brand new sofa and a great big · 
feather bed, 
I got a brand new sofa and a great big" I 
re,- . • feather bed, ·· 
You won't·have to worry about a place to rest 
your head. 
.-,· 
I . 
' 
--from "Feather Bed Blues" 
by Bumble Bee Slim 
• • • 111 
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ABSTRACT 
In 1932 William Faulkner wro·\e an Introduction to 
~ / 
Sanc.tuary in which he reveaied1 that the novel was origin-
ally conceived to make money, that it was based on "a 
cheap idea." These remarks have received wide circulation, 
as many critics mistakenly apply them to the revised Sanc-
t 
':V t"-t.· 
tuary. The final draft of the novel, however, is a relevant 
comment on the nature of reality and the discovery of evil. 
. ' 
Nevertheless, San~tuary contains two comi·c ,chapt·ers, 
Chapters 21 and 25, as well as several less extended comic 
scenes, that app·ear to many readers to be irrelevant to the 
th,ematic concerns of the novel. Chapter 21 displays the 
f. 
... ,~ . 
bumbling exploits of Virgil and Fonzo Snopes, who claim to 
be worldly-wise but who are in fact inexperienced and 
foolish. The epi~~de is humorous in its own right, but it 
also provides an analogy to the supposed wisdom and aware-f 
ness of Horace Benbow, one of Sanctuary~s main characters. 
Rather than/f:ce reality the characters of.Sanctuax;y 
depend on abstractions, codes of behavior, and the appearance., 
.of respectability. The characters in Chapter 25 who par-
ticipate in Red's funeral provide humorous examples of these 
tendencies and therefore· indirectly comment upon the main 
characters of the novel. The decorous conversation of the 
th·ree madams, which concludes Chapter 25, also . reminds us 
,.,{.: 
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of' t}:le, hypocritical respectability th,a t appears in more. , 
serious forms throughout Sanctuary • 
. Faulkner is carefu~iin ~anctuary and elsewhere to 
paint a full pict_ure of the nature of human4 beings. Man, 
he insists, is both good and evil, comic and tragic. The 
different styles of Sanctuau, the sometimes startling 
. d 
combinations of horror and comedy, support Faulkner's 
IC 
vision.of reality as multidimensional, of man as complex. 
{I. 
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THE CORNCOB MAI'I 
/ 
The reception of William Faulkner's Sanctu~ry.(19Jl)' 
has been curiously mixed. On the one hand, the novel was 
the most popular of Faulkner's works, a;; least upon initial 
publication:. On the other nand, critic~ have for various
1 I 
. reasons been uneasy about the work, ·generally refusing to 
rank it among Faulkne~' s best a The Sound and the· ·Fury; 
Absalom, Absalom! 1. As l Lu Dying; Light in jlugµst. 
According to Lawrance Thompson, Sanctuary is "the most 
criticized and reviled.. of F.aulkner' s novels ( 99). 
Critics frequently refer to Fa~l~ner's own remarks in 
his 19J2 Introduction to tie novel.. Referring to the original 
.,, 
version of Sanctuary, he said that it was "a cheap idea. 
deliberately conceived to make money" (Reed 58). Twen\-
~ f9ur. years later he revealed that he had wanted to buy 
a horse but did not have the money, so he wrote Sanctuary 
(Faulkner at Nagano 9). IV1any critics, having misgivings-
about Sanctuary, seem to hold the author's remarks in the 
~ 
backs of their minds as they nonetheles_s stalwartly en-
(» 
deavor tq find ~emething in the work that is artistically 
or socially valuable. Such· a critical approach is of 
. . . ._.. 
questionable merits ,it may be tempting, when one find~ 
a stylistic or thematic problem, ito dismiss it as. the 
result of .the novel's base beginnings. 
Iievertheless, a, t.ew commentators are completely con-
J 
• • 
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,:1·::.1,,,r,,,,,,. 
vinced by Faulkner's remarks. Joseph Warren Beach, for 
example, stakes almost everything on them, .. In view of 
• v 
Faulkner's own account of the making of this book~ 
1
i t 
'would be fool,ish to try to read much· into it of social 
significance ••• " (1J2). Hyatt H. Wa~goner comes to a 
~!;.-· 
• • • in S,anctJJ,ary the element of similar conclusiona ft 
social criticis111t.and moral judgment,does not come to much 11 
(96). Joseph w. Reed, Jr.,., similarly refers to Sanctuary's 
-
adherence to "pulp fiction norms•• (6.3). 
To base too much on Faulkner's comments on the novel's 
genesis, as Beach and others do, is a serious mistake. 
The author's comments, after all, apply to the novel's 
first version •. Someone, having the remarks about the 
"cheap idea .. in mind, once asked Faulkner how he could be 
so hard on what seemed to be a worthwhile work. r'aulkner .. ' s 
corrective is important; 
Remember, the one you read was the second 
version. At that time I had done the best I 
could with it. The one that you ~idn't see was 
the base and cheap one, which I we~t to what . 
sacrifice I could in more money. than I could 
. ~ 
afford, rather than to let it pass. The one 
you saw was one that I did everything possible 
to make it as honest ando.as moving and to have· 
as much signifigance' as I could put into it. 
And I'm glad that your comment has told me that 
e,ou saw that I was right. (Nagano 64-6.5) · · 
In light of the context of Faulkner's re~ about 
Sanctuary's"cheapness," it is not foolish to seeo social 
or thematic significance in the work: Inq.~ed, it is foolish 
to dismiss the work as simply as some do. 
4 
James E. Miller, 
; ", . ~ ,. ' 
' 
··-.. ···· 
'I 
1,,. 
Jr., suggests a reason why some have been misled by the 
l __ 
. 
I . 
19.32 Introduction, saying that it "has something of the 
' 
air of a spoof or tall tale, a deliberate exaggeration of 
base motives merely to shock" (137). 
But critics have been shocked by the -revised S;Wctuary, 
e'Q..dently without being misled by Faulkner's Introduction. 
1Irving Howe, for example, says that the novel "depends 
on this power to shock;,• •• it drives brutally toward 
two climaxes, the violation of Temple and~her later account 
of it to Benbow" (14))_. Leslie Fiedler likewise refers to 
the novel's shocking elements, saying that ~anctua~y~is 
11 the dirtiest of all th~e dirty jokes exchanged among men 
only at the expense .of the abdicating Anglo-Saxon virgin" 
(J12). Faulkner himself was aware that many considered 
the novel's action outrage~s, but he seems to have taken 
-
an impish delight in his reputation. There is a story of 
Faulkner aµd Saxe Commins at a college football game. 
t\, 
After :Faulkner correctly predicted a certain play_, 
Commins remarked, "l~ow you' 11 be known as the grandstand 
quarterback." Faulkner replied, "Iio, I.' 11 always be 
known as the corncob man" (O'Connor 57). 
One cannot base an er1tire reading of a novel on such 
l 
off-the-cuff remarks, but Fa~l;k,_p.er. appears to have been , 
,;, 
amused by his work and the reaction to it, which may 
suggest that the comic elements of the novel have not been 
given due consideration. However, few have seen much that 
i 
,-
is light--hearted about Sanctuary. Indeed, some, like Reed, 
~'~ . "'"''"·"5 
\ 1 
' l · 
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I 
see what is considered the quality of despair in the work 
-
-
as being chiefly respo~sible for its weaknesss 
The book carries us along and delivers·some-
times more than it promises; but it refuses 
to satisfy our need and desire for a place to 
stand, an undamaged ideal, eve~ a hint of the 
hope of human efficacy. (6J) 
Similarly, Waggoner says, 11 The center of Sanctuary does 
not lie in social criticism or moral ju;tgment but in horror 
and despair •••• we have in fact a novel of pure despair 
whether or not it was so intended'' (91, 97) •. Frederick 
J. Hoffman suggests that the shocking incidents .. in '5anc-
~uary .are not what is most disturbing, "Perhaps what 
distressed readers of ,panctuary more than its ingenious 
obscenities was the grinqing helplessness of Benbow's 
good will" (68). 
These remarks objecting to the despair in Sanctuary 
seem to imply that !t,aulkner i~ usually more up-beat. One 
' . 
~ ' 
may wonder, however, where these optimistic -works are. 
•• 
I 
~ • I . 
Iv1alcolm Cowley, speaking of the use of the "legend" o! 
·"·~ 
Southern history, notes that Faulkner is never a bearer ,. .. 
of good news, 
Faulkner's novels o·f contemporary .Southern life 
continue the legend into a per·iod that he re-: 
gards as · one of moral ,contusion . and social decay. 
~ He is continually seeking in them for violent 
images to convey his· sense of despair. (14) 
Mo·reover, Cowley rightly, points out that though Faulkner's 
,. 
,, ., 
works are •rull of well-meaning and even admirable persons," 
' 6 ,,. 
~·--
/ 
"I 
these characters almost never emerge victorious, .. . . ' . 
. • 
' .. 
they are ·almost all of them defeated by circumstances .and 
they carry with them a sense of-their own doom" {16). 
b 
Why t.hen do critics object to Sanctuary's despair 
while praising other Faulkner nov·e1s? Perhaps part of the 
,:;, 
. reason lies in the fact that many readers seem to nee.d a 
"moral norm" in fiction. Some readings of The Sound and 
the "fury, for example, hold tha._t Dilsey is the paragon of 
l 
caring and effectual humanity. But even if the search ~-
for a character with whom to empathize were a critically 
sound pursuit, it would be difficult to find such a char-
acter in sanctuary. Surely Tommy will not do. And ,though 
Ivliss Jenny is the wittiest observer in the novel, she is 
too detached from ·the main action to serve as a moral 
touchstone. 
Because of what many critics have said aboui the novel's 
!) ~-:? 
structure, however, there is good reason for believing that 
the perception.of a stylistic unevenness in Sanctuarx is 
responsible for much of the uneasiness in many remarks. 
In particular, the comic chapters, 21 and 2.5, seem to m~ny 
to be thematically_ ··superfluous and stylistically inconsistent 
I 
with the rest of the novel. Often tJ).ose who generally. 
praise the work hesitate when they consider the relation.:. 
«-.:...:, ' 
ship of the comedy to the rest of Sanctuary. ·Reed,·· for 
example, points out that within a "rather blunt structure 
.. , .. , "'there is great variatio·n of effect.. (64) ana -"that "the 
c-··-· 
overwhelming impI"ession is mtxture rather than .,har-pny" (6.5). 
7 
.. , 
. . 
Michael Millgate refers to Faulkner's "arbitrary extrav-
agance" and "audacity" in the manner in which he '*abruptly 
juxtaposes a scene of viol~nce·or pathos with a scene of 
farcical comedy" (122). Millgate equivocates, however, as 
he later says that the scene of Red's funeral and the 
episode of· Virgil and Fonzo at f'1iss Reba's brothel are 
. "executed with great energy and bri11i~ce" (122). William 
- ,, ' ,,t 
Van O'Connor, however, claims,that the affairs of Virgi+ 
I 
and Fonzo are "in the main irrelevant" (6J). 
Numerous critics object to Sanctuary's ostensible 
unevenness. Waggoner, for example, appreciates Faulkner's 
prowess in delivering comedy, but he cont·ends that a novel 
such as As 1 Lay Dying is more tightly wrapped. For him, 
therefore, As 1 Lay ·Dying is a superior novel. Waggoner 
compares Red's falling out of the coffin and the resulting 
loss of the undertaker's plug in his forehead with the 
account in As l Lay Dying of the holes being bored.in 
Addie Bundren's corpse: 
It is suggestive of the difference in. quality 
between Sanctuary and As .!_Lay Dying that here 
\ln §8.nc:tM:aril the incident is less closely tied 
in with character and theme than in the earlier 
novel. (91) 
Waggoner also comments on th·e shortcomings of Iwliss Reba's 
conversations with Ivliss Lorraine and l,lliss lilyrtle, :ref erring 
to the humor as '' comic relief" : 
• • • the ••comic relief" of the seen.es at Ivliss 
Reba's is not.wholly discontinuous wi:,th the rest 
. 8 
<, 
,., 
_/ 
.. 
of the work, though it is not so ~losely in-
tegrated as is the humor of As I La~ Dxing. (100) 
But it is perhaps indicative of the nature of the ambiva-
lence many critics exhibit in reference .to the comedy and 
the novel in general that Waggoner-~on almost the same 
page--can speak more highly of the same scenes 
;.' 
The wonderful humor of tl1e scenes when the Snopes 
brothers take lodgings at l~liss Reba's and when 
Miss Reba entertains her friends after the funeral. 
is in a sense "comic relief" from the tension of 
the deeper irony, but in another sense it ~xtends 
that irony into another range, changing the~·key 
but not dropping the theme. (99) 
Several critics refer to the comic scenes as "comic 
relief,'' a designation that in itself implies a detract.J.an. 
Thompson, who generally argues for the thematic integration. · 
of the comic cha.pters and the rest of Sanctuary, neverthe-
less finds fault with the account of Red•s funeral because, 
he says, Faulkner's satire here descends to burlesque: 
"Such entertaining lapses 
artistic fa~ts" (114). 
• • • do obviously constitute 
Irving Howe similarly refers to "some·comlc diversion" 
(143) in Sanctuar;y: and says that the "novel is reduced to 
a staccato of incidents which lack the quality of drama, 
its effect resembling the aggravation of a wound rather 
than the catharsis of an emotion" (144). Yet even Howe 
. ' 
has praise f~r the comic scenes, implying, however, that 
they can and should stand on their own, apart from the 
":'/ 
/I 
9 
(__, 
"' 
novels 
Several chapters .. -the visit o,f -the Snopes 
boys to Memphis, Miss Reba's tea party, Red's 
funeral--are irrelevant to the theme of the 
novel. Yet precisely these discursive chapters 
are the finest in the book; wild burlesques, 
they exploit folk humor as the absurd adventures 
.of small-town boys during their first visit to 
the big city and the :fo.ndness of brothel madams 
for respectable t~lk during slack hours. Though 
apparently meant as relief ...from the narratiye .. , 
these interludes compress more reality than the 
realistic passages, signify more than the scenes 
patently meant to be significant. (147.) · 
Contemporary society delights in drawing up ••Best Of" 
----1 is ts, and engaging in this ·tendency by tritely placing 
Sanctuary with Faulkner's "Top Five" ~ould be pointless 
and unconvincing except to those already persuaded of the 
<, 
novel's worth. I~evertheless, praise should riot be withheld 
from the work because it is "base" or "cheap.•• In the light 
of .the context··· of Faulkner's 19.32 Introduc-tj.on i·t should be 
clear that the author himself did not disparage his final 
v version. As for the novel's ultimate pessimism, it is 
not at all certain that Sanctuary is ultimately more 
despairing than, .say, The Sound and the F~ry or Absalom, 
Ab • w . -salom,. e need only remind ourselves of the sourQes 
for the titles of these highly-regarded novels. To hear 
life referred to as a .meaningless story told,. ·by an idiot 
should not cheer up anyone. \, . 
The problem of the comic elements and their integration 
with the other more serious or "realistic passages," to use 
10 
i ' 
., 
•' 
'• 
·fl/'·'.,···· 
Howe's term, requires further attention. It is true that 
Chapters 21 and 25 stand as units .. of comedy. They are 
' purely humorous; there are no serious passages within these 
chapters that cause us to stop laughing!_·fl When taken out 
_of context, these Qhapters may look like examples of ·farce, 
pieces of comedy designed merely as entertainment or at 
best as "comic relief" from the main action. 
It is also true that, while there is humor throughout 
Faulkner's work, the pure extended comic passage is unusual. 
' 
w·hen Jason Comp son refers to Benjy as ~· the Great American 
Gelding snoring away like a planing mill" ( The Sound and the --
Fury J28), we laugh; but the laughter is checked by our 
realization that we have a main character of a novel 
15-
co mm en ting on another main character. The relationship 
of this kind of comedy to character and novelistic theme 
is never in doubt. When the Bundrens pour cement over 
Cash's leg and when Dr. Peabody later wryly suggests that 
they might just as well have stuck the leg in a saw, 
followed by Anse' s head (As l Lay.- Dying 2JO), again we laugh 
knowing that the comic actions and words are consistent 
with the cl1aracters and theme, which in the case of As 
l Lay Dying may in fact be a consistently comic theme. 
But in Sanctua
1
ry, when Virgil Snopes says of Miss 
Reba's whores, ~''They're all married. Ain't you heard 
them?'" (189), it is not immediately evident that the 
humor of the remark has anything to do with the ·main action ... 
I 
11 
' ;17.·
of the novel. Virgil and Fo~~o do not appear elsew~ere·in 
the nov~l, and they are not even referred to--except in 
Chapter 25 by IVliss fiiyrtle as .. 'them two nice young fel:+ows:.•" 
(245). And though Miss Reba is more closely .tied to the 
novel's action, at first glance her conversation with 
Iwliss Ivlyrtle and I11iss Lorrairie lJ!ay appear of no thematic 
importance. 
But the idea that the purpose of the comic chapters 
in Sanctuary is merely to provide "comic relief" is 
founded upon superficial impressio11s of these chapters •. 
On the contrary, a clos·er examination rev:eals that these 
scenes, including the two comic chapters and the comedy 
occurring throughout Sa1'ctuary, are fJatirical in nature, 
having as their object the accepted codes of behavior 
of the various characters. Closer. study also reveals 
a stylistic rationale for ~e use of these separate, 
purely comic chapters. 
,,,,, ... 
12 
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HAGGLil\IG WITH PU'liREF~ACTION 
As Cleanth Brooks tersely states, "The theme of··'Sanc-
tuary is the discovery of the nature of reality with the 
concomitant discovery of evil ••• '' (1~6). Few who take 
t~e novel seriously would disagree with Brooks' statement. 
7J 
Brooks continues, -"The traditional society has given place 
to a modern world in which amoral power is almost markedly 
present" (116). The statement seems to imply that the 
novel is satirical. Brooks, however, does not stress the 
satiric r1ature of Sanctuary. 
But certainly, a novel such as Sanctuary, in which 
none of the cbaracters actually discovers the nature of 
reality, must be satirical. Indeed, a reviewer who writes, 
"Sanctuary would seem a clear case of art that had lost its 
values ••• ~~ (West)-ia missing precisely this point. 
There would, perhaps, be less outcry again~t the despair 
of the novel if its ~atiric elements were more clearly seen. 
-.-
It is not easy to see how Kenneth Roberts can say th~t 
"[Sanctua,ry is] all about sex and syphilis: all grimness 
ii 
and starkness, not a,ray·of humor or insight, [E'aulkner 
is] committing nuisances i11 a public park" (2.36). 
Faulkner himself saw the grimness of his novel as 
- . ·,7 
serving a valuable purpose. He once commended a·· questioner 
who, i~ Faulkner's words, found in.Sanctuary ..... an 
exposition of the terror arid· the ·injustice which man must 
lJ 
" 
face and which he must combat if he is to live· with h
im-
self, w.i th his soul, if he is to slee°j> in peace at night" 
(l~agano 65-66). 
Faulkner's novels are filled with characters who 
cannot "live with themselves .. because they do ~not face
 
the evil inherent in reality. Quentin Compson of The 
Sound and the fury is a· well-known example, but he is by 
D 
no means the only such character. Isaac Mccaslin of
 
Go Down, Moses is "uncle to half a country and father 
to 
no one" (J) because of his refusal to be "tainted" by 
evil. One cannot be a father by dwelling in a realm
 of 
pure abstraction; there must be some ·interaction with
 
flesh, with evil. 
Robert Ardrey, author of African Genesis and The 
Territorial Imperative, once commented on the simila
rity 
of theme between his own work and that of film direc
tor 
Sam Peckinpah. The director liked the remarks so mu
ch tha,t .. 
. he framed a copy and hung·it on his wall. Though ne
ither 
Ardrey nor Peckinpah have, to my knowledge·, made the c
on-
nection, ·these comments could also be applied to a 
major 
concern in F\aulk11er' s work: 
1 
1 A recent retr.9spective column on Peckinpah does 
connect Peckinpah and· Faulkner, alc.i'ng with Iv1elville,
 
Haw~horne, Twain, arid.H,emi.??,gway. Kathleen lVlurphy_ s
ays, 
"They all fished dark waters" (74)i 
I• 
14 
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l 
· There is one large point on which I can 
firmly support him [Peckinpah] a until we have 
the courage to grasp the whole of human reality, 
we possess a small hope for.improvement of the 
human condition •••• A portion of that human 
reality is our propensity for violence finding 
testament in the whole of human history from 
the walls of Jericho 9,000 years ago to ·this 
morning's paper •. I have every hope for a human 
future that accepts the challenge existing within 
every heart; I have none for the future domin-
ated by those so sentimental or so cowardly, so 
brainwashed or so ridden with ideological dogma· 
that they can resort to nothing but the·· mean-
. ingless cry of "fascist" when ·confronted by 
inconvenient truths. (Simmons 1J8) 
~ 
To put it anoth~r way, Faulkner's works point towards 
the notion that a hwnan being cannot be split in two. One 
carmot dwell in pure abstract goodness and ignore the other, 
darker side o·f one's existence. In spite of Faulkner's fre-
quent use of Christian myth and imagery, the novels evi-
dently do not support the Christian dichotomy between 
soul and body. The two·· ar.e inextricably bound a 
Faulkner prefers to view soul and body as meta-
,phorical aspects of one and the same energy; 
like Blake, he believes in the marriage of Heaven 
and Hell •••• When Faulkner says that the only 
subject worth writing about is the problem of 
the human heart in confli.ct with its elf, . that 
metaphor implies his own capacity for recognizing 
that good must be born of evil, man being man, 
and that evil keeps gettin~ born.of good, for 
the same ·reason. Faulkner s ambivalent and 
multivaient vision finds good and evil so in-
extricably related that they breed their oppo-
sites. (Thompson 165) 
Faulkner's characters often fail because they try to 
isolate one part of themselves, and this is particularly 
1.5 
I .. ·, 
I 
true of the well~meaning but ineffectual characters like 
Quentin Compson, Isaac Mccaslin, and Sanctuary's Horace 
' ' 
Benbow. Benbow fails because he refuses to recognize 
that· reality itself is characterized by both good and evil.:' 
By closing himself to the evil he shuts off the very 
elements th_at are necessary for the re~lization of his 
good intentions. Benbow since~ely believes that "society 
is the repository of·human values and that it ~ill act 
humanely and rationally even though individuals within 
el . 
it may fail to do so" (Vickery 104). Benbow's actions 
reveal that he has faith in the legal system; he seems 
to believe that human imperfection car1 be "lr~gislated 
out of existence" (Brylowski 100). 
Horace is disillusioned about some things, of course. 
The reason he gives for having left his wife--"'because she 
ate shrimp'" (17)--indicates his disgust with certain 
narrow habits and concerns of society. Benbow was com-
pelled to regularly deliver the dripp1'.hg shrimp. But if 
he considers his leaving his wife a break from the chains 
of respectability and conventionality, the break is hardly 
complete. He unwisely places himself -under I~arcissa' s 
influence, .suggesting that he is more tired of Belle than 
he is-of a narrow existence itself. In t}J.e following ex-
.,, change, while I~arcissa expresses disapproval of Horace• s 
involvment in the murder case, Miss Jenny, perhaps the most 
. 
clear-headed person in the novel, provides a perceptive 
16 
.. 
-, 
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. . t 
analysis of both Horace and Narcissa, 
.. And .go on back to Kinston until the whole 
thing is over, " I·rarcissa said. •• these people
 
9:re not your people. Why must·you do such things
?" 
"I cannot stand idly by and see injustice--
11 
"You wont ever catch up with injustice, 
Horace," Iuliss Jenny said. 
"Well, that irony which lurks in events, 
then." .. 
"Hmmj>h," Ivliss Jenny said. · "It must be because·.. ~--· 
she [Rubyj is one woman you know that dont know 
anything about that shrimp." --
-
. "Anyway, I've talked too much, as usual," 
Horace said. ••so,I'll have to trust you all~-" 
"Fiddlesticks," I~liss Jenny said. "Do you 
think Narcissa.'d want anybody to know that
 any 
of her folks could know people that would do 
a11ything as natural as make love or rob or ste
al?" 
(115) · 
Likewise, Miss Jenny pierces through the triv
ial amenities 
exchanged early ir1 the novel between Horace 
and Gowan, 
"'Horace is always telling folks he went to O
xford so they'l~ 
think he means the state university, and he ca
n tell them 
_different ••• ••• (25)! 
H9race Benbow frequently draws the wrong· con
clus.ions 
I 
about the situations he confronts, precisely b
ecause his 
f~ame of reference is too shallow. The worst
 one can imagine 
about a situation, he thinks, is never true. 
People are 
0 
just not that bad. Because of these respectable assumptions
, 
he is slow to catch up with the facts of his 
case. When· 
11.uby tells her version of Temple Drake's sta
~f at the Old 
Frenchman's Place, Horace alxnost tries to p
ut words in her 
mouth concerning Temple: 
17 
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"But that girl," ·Horace said. "She was all 
right. Vihen you were coming back to the house 
the next morning after the baby.• s tottle, you 
saw her and knew she was all right." The room 
gave onto the square, Through the window he could 
see the young men pitching dollars in the court-
~ouse yard,.and.the wa~ons passing~or tet~ered 
about the hitching chains, and he could hear 
the· footsteps and voices of people on the slow 
and unhurried pavement below the window; the 
, people buying comfortable things to take home 
and eat at quiet tables. "You know she was 
all right." (160) 
The narrator's description of the square in this 
passage is significant, as it provides an indirect comment 
on Horace's frame of reference. His repeated insistence 
at the \~nd of the passage is immediately preceded by a ) 
\ 
description of life as comfortable, quiet, and respectable. 
I 
This is life as Horace Behbow sees it. 
~ 
Benbow evidently views the legal system as the guardian 
of what he sees as the good life. But the law is not so 
committed to justice as Benbow supposes, and Benbow's 
own allegiance to an abstract ideal of justice makes the 
realifrzation of his good will impossible; "By temperament as 
well as by training, [Benbow] is devoted to a static, ab-
stract justice, and that is probably why the legal rites 
which he pe:r;forms on Goodwin's behalf result in Goodwin's 
lynching" (Adams 62).. 
After Goodwin's convictior1 Benbow' s devotion to 
justice appears gone, but there is no indication that he 
has learned much about the nature of reality. He just 
·wants to go "home"· (284). The best we can say about him, 
,' 18 
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perhaps, is that he will no l.or1ger believe in the leg~l 
(__ 
system as an instrument of justice on earths 
What reduces Horace to a state of shock is the 
discovery not of evil but of the shoddy founda-
tions of his vision of a moral and rational 
universe, supported and sustained by the institu-
tions of the church, the state, and the law. 
(Vickery 105) 
Hoffman, stressing the satiric nature of Sanctuary, 
sees Benbow's failure as the core of the novel: 
fpanc tuar~l is, for one thihg, one of [Faulkner• s] 
most near y exhausti~e commentaries, along the 
lines of a semi-Waste Land review, upon modern 
society. The horror ia not merely vindictive, 
nor is it the result of Faulkner's exploitation 
of th~ sensational. The novel is essentially 
an examination of the failure of the law--of 
legal ethics, and of tl1e moral strength of the 
"lawyer of good will"--to account fof or to 
fight against unmitigated evil. (66) 
Benbow thought that the legal system and society at large 
seek justice. Tlie world does not want justice, however, 
but the appearance of it (Brylowski 101). The lawyer's 
\ 
failure derives from his own inability to get beyond 
appearances, to look evil in the face: 
Horace is unable to assimilate the Fall -of I11an--;-· 
he cries out at one point, ":'Dammit, say what 
you want to, but there's a corruption about 
even looking'upon evil, even by accident; you 
cannot haggle, traffic, with putrefacti9n--'" 
(125). If this is true, and it seems to be true 
of Horace, thel) it rnust follow that'' nothing can ·· 
be done to mitigate evil or to correct injustice; 
and this is also true of Horace. lle is one .of 
F:aulkner's static characters who identify life, 
.----
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arid especially sexual potency and fertility, 
with evil and corruption. By refusing to fall, 
he refuses ,\ to live. • • • ·"'· .. :rn a fallen world the 
attempt to avoid evil does not make a man more 
tban human, but less; and anyway the attempt 
is sure to fail. (Adams 6J-64) 
Indeed, Faulkner's characters who are committed to 
abstractions, the static characters, often are sexually ·· 
unfulfilled, impotent, or disoriented. Quentin Compson 
is a clear case; so is Isaac NicCaslin, "father to no one." 
Like Quentin, Horace has incestuous longings, towards 
both l~arcissa and Little Belle. In the scene at the er1d 
of Chapter 23, in whicl1 Horace stares at Little Belle's 
photograph, we get a glimpse of Horace's pent-up sexual 
, desires. His vision of Little Belle fuses with or1e of 
Temple Drakes's being raped. His stomach retching, Horace 
rushes to the bathroom, where he falls forward upon his 
arms "while the shucks .set up a terrific uproar beneath 
. -~ 
her thighs" (216). The shucks recall the rape of Temple, 
and Horace is "plunged forward'* in the position of the 
rapist. Horace evidently- has many suppr~ssed desires, 
which, because he denies the existence of flesh, become 
, 
twisted into peculiar, perverted forms. Horace's commitment 
to a narrow, abstract view of reality makes him impotent 
both as a man and as an advocate in the cause of justice., 
Temple Drake provides, if possible, .an even clearer 
example 1 of a main character's being held back from a 
discovery of the nature,. of reality by "respectabl,e" pre--
•"l>l. 
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conceptions. For one thing, Temple is frequently preo9-
c .. 
cupied with viewing herself in mirrors. And in _spite of 
her evider1t history of "wildness" at school, _at the Old 
Frenchman's Place she attempts to find security in her socie-
tal status and in her immaturity itself. She starts to 
speak to Ruby Lamar but shifts her attention to the baby, 
evidently a less threatening interlocutor: 
. . 
"I'm not afraid," 'l'emple said. "Things like 
that don t happ.en. Do they? They• re just like 
other people. You're just like other people. 
With a little baby. And besides, my father's 
a ju-judge. The gu-governor comes tb our house 
to e-eat--What a cute little bu-ba-a-by;" she 
wailed, lifting the child to her face; "if bad 
mans hurts Temple, us.'11 tell the governor's 
soldiers, wont us?" (.54) 
Though here we are not y~t dealing with one of Sane-
\ 
... ··]) 
tuary's purely comic scenes, it is impossible not to see 
this scene as at least partly comic. It is, in fact, an 
incidence of comedy's being unquestionaply tied to concerr1s 
of theme and cha1 .. acter, comparable to the scenes in As , 1 
La~ Dying that Waggoner praises. And, as John Lewis Longley, 
Jr. t says' the scene exemplifies the treatment of.a one of 
,~ 
Faulkner's favorite subjects, the persistent adherence io 
narrow pretentions cutting 9ff a character from reality, 
One of Faulkner's richest sources of comic 
ma tt·er is the frivolity of empty assertion of 
aristocratic status, especially when the pre-
ten~ion consists simply of demands without a 
correspondent dynamic of 1e·adership and r~sponsi-
bili ty. Often this attitude is treated with 
I 
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savage irony, as when Iijlrs. Compson whines, "l 'ro. 
a lady," or Teml)le Drake insists, "lijy father's 
a judge." (105) 
As Miss Jenny punctured Horace's gentility, Ruby Lamar 
here deflates Temple's: 
"Oh, I knew your sort, .. the woman said. 
"Honest women. Too good to have anything to do 
with common people. You'll slip out at night 
with the kids, but just let a man come along." 
She turned the meat. 11 Take all you can get, 
and give nothing. 'I'm a pure girl; I dont do 
that.' You'll slip out with the kids and burn 
their gaso·line and eat their food, but just let 
a man so much as look at you and you faint away 
because your father the judge and your four broth-
ers might not like it. But just let you get 
into a jam, then who do you come crying to? 
to us, the ones that are not good enough to lace 
the judge'.s almighty shoes. 11 (55) -
Ruby· .Lamar, resentful but understandably so, suggests that #.C-
whatever troubles befall Temple are her own fault. As 
Kenneth E. Richardson says, "Temple is archly provocative, 
a trait that is respected_and even admired on the ·college 
campus, but when she attempts the same type of behavior 
.... 
in a moonshiner's cabin, she ere.ates an explosive chain 
reaction" (78). 
Even after Temple's invocations of her father's posi-
tion fail to keep her from being raped with a corncob, 
Temple vainly serarches for some other far1tasy that can 
serve as a sanctuary. 'When she later reconstructs _the rape 
scene for Horace, she tells him that she had tried to·, think ., 
of herself as "a ~oy, a queen in a chastity belt, a bride in 22 
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a coffin, a middle-aged schoolmistress, and an old man with 
a long white beard."2 To be sure, it is not clear when 
these fantasies are invented, whether during the actual 
rape, or in the telling to Horace, or both. For Temple 
plays a role~even as she tells of playing a role. The 
narrator says that she speaks to Horace "in one of those 
< ../· 
bright, chatty monologues which women can carry on when 
they realise that they have the center of the stage ..... , 
(208-209). And even Horace realizes (he-is intelligent) 
"that she was recounting the experience with actual.pride, 
a sort of naive and impersonal vanity, as though she were 
,/ 
makin . it up, looking from him to Ivliss Reba with quick, 
darting glances like a dog driving two cattle along a lane" 
(209). 
The rape of Temple then does not, as one might suppose, 
dispel her narrow conception of the world.· Not long after 
the rape, she automatically tries to rely on the same 
childish concerns to which she futilely clung before and 
during her experience ln the corncrib. As Temple, bleeding, 
sits in ·the car with Popeye, the narrator describes the 
day in language that relects Temple's orientation: 
It was a bright, soft .day, a wanton morning 
fill~d· with th~t unbelievable soft radiance of 
' . 
2 Temple's rambling account is concisely summarized 
_-by John E. Bassett (79). 
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Ivlay, rife with a promise of noon and
 of heat, 
with high fat clouds like gobs of whip
ped cream 
floating lightly as reflections in a 
mirror, 
their shadows scudding sedately ·across 
the road. 
It had be·en a lavender spring. • • • T
he bougain-
villea against the veranda would be lar
ge as 
basketballs and lightly poiseq as ballo
ons, and 
looking vacantly and stupidly at the ru
shing 
roadside Temple began to scream. (1JJ~1J4) 
The passage is hardly the ~tuff of pul
p fiction; it is 
masterfully written. Faulkner "manage
s with technical 
expertness this moving juxtaposition of the lyric
al (the 
extravagantly lyrical, to be sure) and the terr
ible" 
'\. 
(Campbell and Foster 18-19). Temple's scream demon
strates 
her realization that a life of whipped
 cream, basketballs, 
and balloons--"a tinny, cheap, debauch
ed, and vulgar 
world" (O'Connor 62)--has not prepared her for
 the present 
reality. But it is 11oteworthy. that 
Popeye, after hitting 
her, forces Te1nple to compose herself 
by f'ocusing attention 
on what she considers important, name
ly, her appearance. 
He makes lier look in the mirror and ef
fectively scolds 
her: "'Ain't you ashamed of yourself?
'" (1J4). 
The reason for Temple's lying at Lee 
Goodwin's trial 
and the more general question of how p
rofoundly she changes 
because of her experiences are some of
 the most difficult 
. 
questions of the novel. In some sense 
Temple must surely 
\ . 
.. discover" evil.· \.,But whatever the natu
re of her discovery, 
• 0 
her encounter· with evil is, result of
, rather than a 
repudiation of, her respectability. S
he is so concerned 
with how things look that she is paral
yzed, unable to make 
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any significant, conscious change. What Brooks calls her 
"fatal adaptability, the 'social sense'" (1J2) makes her 
incapable of doing much more than letting events hustle her 
\ 
along. For her, the least obtrusive action is always the 
best one. We should not be surprised, therefore, to hear 
her lie at a trial in a way that is socially acceptable, 
. ~ 
It 
• she is .so emptied of volition that she has no con-• • 
cern for anything." (Brooks 126) • 
Nor should we be surprised to see the same Temple at 
the end of the novel, at the end of "a gray day, a gray 
summer, a gray year" (JOB), hiding beneath the same re-
spectable conventions in which she was reared. Appearances, 
as always, are everything: "Temple yawned behind her hand, 
then she took out a compact and opened it upon a face in 
miniature sullen and discontented and sad" (309). 
Other characters of Sanctuary are equally i_ll-equipped 
for reality because of their conventionality. l~arcissa is· 
perhaps, besides Popeye, "the.most frig~tening person in 
this novel" (Brooks 128). She cares nothing for truth. 
She is "the real agent of society, concerned not with 
justice at all but only with appearances • • • •• (Brylow-
ski .101). She insists, therefore, tpat Ruby Lamar, after 
the committee of Bapjist ladies ··has forced her out of the 
hotel (an eviction evidently instigated by Narcissa her-
l!'I 
self), cannot stay in her house. She says to Horace, 
,..... ··1 
"Dont you see, this is my home, where I 
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must spend the rest of my life. Where I was 
born. I dont care where el~ you go nor what 
you do. I dont care how maily women you have. nor 
who they are. But I cannot have my brother 
mj.xed up with a woman people are talking about." (178) . 
When Horace asks her if she believes the rumors about 
him and Ruby, she says, "'I dont think anything about it. 
I dont care. That's what people in town think. S0 1 it 
doesn't matter whether it's true or not'" (179). And 
she is equally indifferent about the murder case. Appear-
ances, again, are of paramount importance, '\,'I dont see 
that it makes any difference who did it. The question iS'~ -
are you going to stay mixed up with it? When people al-
ready believe you and she are slipping into my house at 
night'" (179). Horace, of course, because of his own 
impotence, lets Narcissa bind him with these and other 
demands for social acceptability. 
Adams rightly points out that Narcissa Benbow is like 
Ivirs. Compson of The Sound and the fury, who cares ••nothing 
at all about what is done, but only about how it looks to 
the neighbors, a~d she insists--too much, as her fashion 
is--that her own status is inviolable" (241). 
Gowan Stevens is plearly another character who seek' 
5/ 
sanctuary in conventional appearances, That he is for a 
time somehow romantically involved with l\iarcissa says 
" 
plenty. • But as '·Sally Page writes, hi,s .. 'plumpish,' 
~ .... ..-. 
'swaggering,' 'vaguely collegiate' appearance is decidedly 
· ·26 
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disagreeable and his pride over his 'jelly' in Oxford is 
plainly juvenile and ·hypocritical" ( 76). These traits are 
"disagreeable'' precisely because they are narrowly con-
11. 
I 
ventional. But perhaps his pretensions are best displayeg 
in the letter he writes to tlarcissa, which is, incidentally, 
another example of Faulkner's clear integration of comedy 
and theme: 
I~arcissa m, dear 
This has no heading. I··Wish it could have no 
date. But if !J.Y. heart were as blank as this page, 
this would not be necessary at all. 1 will not see 
you again. 1 cannot write it, for 1 have gone 
through with ar1 experience which I cannot face. 
! have but one rift in the darkness, that is that 
l have i.~jured no one save ffiYself J?.y: m folly, and 
that the extent of that folly you will never learn. 
! need not §ay that the hope that ·xou never learn 
it is the sole .. reason why! will not see you aggin. 
Think as well of me as,. you can. l wish l had the 
right to sa~, if :you learn of ~ foll:'£ thinlt riot 
the less of me. Q. (126) 
The hollow cliche's are supposed to reveal gepteel breeding, 
but the letter lacks not only a heading and a date but also 
truth or substance. Gowan Stevens has successfully deceived 
himself. 'That no one but himself has been injured is a 
ridiculous lie; for Temple, who precipitates the events 
at the Old Frenchman's, w~uld never have gone there had it 
not been for Go,van' s insisting on finding _."a moonshine:r. 
~s Arthur F. Kinney suggests, Gowan's letter is emblematic 
of all of Jefferson society, 91 Such hypocrisy leads in 
Jeff\erson to a religion of the artificial, the superficial, 
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and. the false; the town's converi'tions are death-dealing 
in themselves, its characteristic moral-tidiness is only 
a sham" (186). 
Indeed, Faulkner's novel is ''hard on Baptist right-
----- -~- . 
eousness" (O'Connor 58) and any individual, system, or 
society that narrowly focuses on one aspect of reality, 
an abstraction, or a fantasy at the expense of truth. 
Faulkner satirizes society at large. in his depiction of 
its treatment of Ruby Lamar--who is "first branded a whore, 
an adulteress, and a murderess, and then harried from one 
shelter to another in the name of decency. and respectabili-
ty" (Vickery 105). And the pursuit of justice is a pre-
tense; it matters not whether an action is right but whether 
it looks right. Even the lynching and ·burning of Lee 
Goodwin are conventions of society. Moreover, in these 
rites of appearance, which serve the participants as sub-
stitutes for reality, society is revealed as the real 
agent of evil. The mob that lynches Lee Goodwin also 
threatens Horace, and by their words the members unknow-
ingly identify the~selves. with Popeye himself. They sound 
j 
almost envious of one who has had the chance to rape a 
girl with a corncob, 
... 
"It's his lawyer." 
.. Here's ~ the man that def ended him. That · . 
. tried to get him clear." 
"Put hijn in, too. PThere.'s enough left to 
burn a lawyer." 
28 
) 
. 
·l 
I 
''Do to the lawyer ·what we did to him. What 
he did ~o her. Only we never used a cob. We 
made him wish we had used a cob." (289) · 
By pretending to be free of evil and by trying to find .fl ~ 
.., .. ,. ' . 
': ,, 
refuge--even righteousness--in c.onv·erttions,. the characters 
.of Sanctuary, including the nameless members of the mob, 
divorce themselves from reality and become the causes of 
greater evils than those they are supposedly eradicating. 
It seems, furth~rmore, that the purpose of the last chapter, 
in which we read of Popeye's past, is to make clear who 
the real villain of the novel is. It is not Popeye but 
. J-i\. 
"those attitudes, those individuals, and that society which 
.created Popeye, and then turned him loose" (Thompson 112). 
Turning now to the comic chapters of Sanctu~, we 
will see that they do not constitute departures from the 
novel's satiric nature. These chapter·s are not superfluous 
~ > 
to the theme; rather, they intensify the work's criticism 
of "respectability .. as illusory, ineffectual, and even 
dangerols. 
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THE DEAD lVW~ IN · THE BEER 
Evidently, the humor in Sanctuary, and in Faulkner's 
. _./ 
early work in general, was for a long time unacknowledged. 
Readers were so overwhelmed by the "horror" of the novel 
that they could not see anything else. Malcolm Cowley's 
remarks in his introduction to The Portable Faulkner are 
widely regarded as responsible for stimulating an interest 
in Faulkner as a humorist. According to Cowley, after the 
publication of The Hamlet and "Old fJlan," ostensibly less 
horrific works than Sanctuary, Faulkner's humor became 
. more evident a 
In his later books ••• there is a quality not 
exactly new to Faulkner--it had appeared already 
in passages of Sartoris and Sanctuary--but now 
II 
much stronger and no longer overshadowed by 
violence and horror. It is a sort of homely and 
sober-sided frontier humor that is· seldom achieved 
in contemporary writing (except by Erskine Cald-
well, another Southerner). (21-22) 
There is reason to doubt Cowley's implication that 
'I>- .. 
there is less horror in Flem Snopes, say, than in Popeye. 
Nevertheless, his linking of the humor in The Hamlet with 
that in Sanctuary is helpful. In particular, the reference 
to ''frontier humor" begins the work of classifying Faulkner's 
·brand of humor. Robert Penn Warren writes that "one of the 
most important remarks in Cowley's introduction is that 
concerning humor'' and that fro.ntier humor is ••the most 
"· 11- . 
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important strain of humor in Faul~ner's work~ (117-118). 
What then is frontier humor? According to Thomas w. 
Cooley, Jr., it( is characterized by the "tall.tale," 
what Hoffman calls "the anecdotal come.P.Y of dizzying 
exaggeration" (Cooley 269). Cooley says further that 
the tall tale requires, of cour~e, tallness, but cilso, 
having an oral tradition, a ''voice," a distinctive story-
teller: " ••• the way the raconteur tells his tale also 
defines the genre: his art requires a mock-serious delivery 
which presents fiction fo~ natural fact, and his pretense 
of veracity is usually bolstered by a modicum of truth11 
(269). 
"" - . That the humorous episodes of Sanctuary have tallness 
is not in doubt. Virgil and Fanzo are amazingty ignorant 
of the fact that they stay in a brothel, Red's funeral 
is characterized by an increasing level of slapstick 
pandemonium,3 and the discussion of the three madams goes 
beyond the believable levels of sentimental posturing.r 
The "voice" that Cooley says is eviderit in fronti~ 
. . J Slapstick is a prominent element of Fal.l~kner' s 
humor and, according to Cooley, one that Fa~lkner may have 
learned from G.W. Harris' tales of Sut Lovingood: .. Faulk-
ner owned and claimed to have read the collected Yarns 
Spun J?1L ~ 'I~at'ral Born Durn'd Fool' ••• " (Cooley 272). 
But to look for the literary antecedents of Faulkner's 
frontier humor may be a mistake. As Warren say$,. ~.,~iit"·.is 
probable that he got it (frontier humor] from the porches 
of country stores and courthouse yards .of county-seat 
towns and not from any book" (118). 
I ' Jl 
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huI4,or,. however, is perhaps less obvi·ously present in these 
episodes. The Snopes trilogy features the distinctive. 
voice of Ratliff, probably the epitome of the Faulknerian 
raconteur. But in Sanctuary the comic c ,IJE;A.'L.1' are nar-
rated by one who is not also a character in the novel. 
' Nevertheless, the necessary elements are present. For 
one, the delivery is "mock serious," as is evident through~····. 
out, but here in the opening paragraph of Chapter 211 
. As the train neared Ii1emphis Virgil Snopes 
ceased talking and began to grow quieter, ·and 
quieter, while on the contrary his companion, 
eating from a paraffin-paper package of popcorn 
and molasses, grew livelier and livelier with a 
quality something ltke intoxication, seeming 
not to notice the inverse state of his friend. 
He ·was still talking away when, carrying their 
new, imitation leather cases, their new hats 
slanted above their shaven necks, they descended 
at the station. (182) 
The narrator, feigning objectivity, here seems to take the 
pair seriously, but the seriousness is a pretense· in keep-
ing with the tradition of frontier humor. The young m~n 
• 
are characterized immediately as objects of laughter by 
their .. paraffin-paper package of popcorn and molasses," 
their --new, imitation leather suit cases," and their !'new 
hats slanted ab6ve their shaven necks." 
~· -
The difference in perspective between the narrator 
and the reader on the one hand and the char~eters on the 
other gives us, in fact, a definition ot:, "irony." Is 
irony the same thing as tr1e mock seriousness I. of traditional 
J2 
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frontier humor? Some cri ti,.cs, including Warr~, maintain 
.( 
that irony represents a strain of humor separate from 
frontier humor (Warren 118). Campbell and Foster, in 
fact, maintain that there are two distinct modes of humor 
in Faulkner: .. surrealistic humor and frontier or native 
Southern humor" (95). Surrealistic humor is characterized 
by "alienation of sensation," a "startling juxtaposition 
of seemingly incongruous images, a·deliberate defiance of S!,t,~, 
,.. . 
familiar or logical associations that leads to the view-
point Kenneth Burke calls 'perspective by incongrui·ty. • • 
the incongruity arises from the yoking of two raqically 
different categories" (Campbell and Foster 95-96). Sur-
• • 
realistic humor further depends upon the presence .of "Black 
Bile--supposedly the laughter of the unconscious--a dis-
agreeable, cruel laughter. Distortions and the grimaces 
of extreme pain are funny" (Campbell and~Foster 96). 
Richard K. Cross draws upon the analysis of Campbell 
and Foster in his study of humor in The Hamlet, say·ing 
that the "surrealistic humor operates in The Hamlet in a 
contrapuntal relation to the native Southwest humor; the 
latter serves both to relieve the unpleasantnes··s of the 
11 
former and to throw it into bolder relief" (204). Robert 
' ' 
A. Fink makes a finer distinction, sayir1g that ''comedy 
precedes horror," that "in The Hamlet, humor and horror are 
intertwined ir1 the sense that humor relaxes us ar1d l.eaves 
us wide open for horror's uppercut to the jaw. • • " (27). 
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Fink refers in particular to the horse-trading episodes 
in. The 1-Iamlet. The lightness of the first one, which pi ts 
• 
Pat Stamper against Ab Snopes, when compared to the spotted-
horses affair involving Flem Snopes and the Armstids, causes 
us to "appreciate the horror" of the later scene (F.ink 28). 
The comic chapters in Sanctua,ry do not so obviously 
correspond to parallel episodes of "ho.rror .. in the novel--
' 
at least the correspondence is~not so neat as that between 
the horse-trading scenes in The Hamlet. And we carmot 
say of Sanctuary, as Fink doe.~ .. of The Haralet, that "comedy 
precedes horror.•• Indeed, we may be inclined to say that 
"horror precedes comedy," since the comic chapters occur 
relatively late in the novel, certainly after much that 
qualifies as "horror... But what is important is tl1at humor 
and,_ -~orror, or comedy and tragedy, are related to each other 
in Faulkner's work. And though the comic chapters of 
Sanctuary may appear to be unrelated to the horror of the 
novel, there are close ties between these incidents and the 
rest of the work, as we shall see. As he says of good and 
evil, so Faulkner maintains concerning humor and horror: 
they are not distinct. As Warren Beck says, " ••• the 
·'--· ~-~ .. 
comic as; Faulkner sees it is a facet, not a separable 
aspect, of total experience, which also includes the tragic" 
( 197) • ·Faulkr1er himself makes this statement concerning 
humor: 
\ 
,, 
I J4 ··\ ', ,i ~ 
" 
' 
. . 
• • • it's a part of man too, it's a part of 
life. That people are--there's not too fine 
a distinction between humor and tragedy, that 
ev~n tragedy ·is in a way walking a tightrope 
between the ritiiculous--between the bizarre 
and the terrible. That it's--possibly the 
writer uses humor as a tool, that he's still 
trying to _write about people, to wri~e about 
man, about the human heart in some mo'ving way, 
and so he uses whatever tool that he thinks 
,will do most to finish the picture which at 
the moment he is trying to paint, of man. 
That he will use humor, tragedy, just as he 
uses violence. They are tools, but an inerad-
icable parts sic of life, that humor is. 
(Faulkner in the Oniversity .39) 
Cooley may be correct in his assertion that the var-
ious strains of Faulkner's humor all derive from the 
frontier traditions 
There is "ironic humor," and there is "exaggera-
tive .. humor; both kinds grow out of Faulkner's 
inherited conventions. Faulkner may modify 
those 9onventions to such an extent that. they 
extend·· beyond anything his predecessors had 
attempted, but many of the resources of tale 
telling in his works are still recognizable 
as versions of earlier techniques and devices. 
(275) 
\ 
Cowley Sug~ts that this modification of conven-
--
tion in r"aulkner may in fact be the combina-tion of two 
American literary traditions: 
. 
In a curious way, Faulkner combines two of ~he 
principal traditions in American letters: the 
tradition of psychological horror• often close 
to symbolism, that begins with Charles Brockden 
Brown, our first professional novelist, and 
extends through Poe, IVlelville, }Ienry Jaines 
(in his later stories), Stephen Crane, and 
Hemingway; and the other tradition of frontier 
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humor and re,alism, beginning with .. Augustus 
Longstreet's Georgia Scenes and having Mark 
Twain as its best example. (22) 
The combinations of literary traditions, strains of 
humor, and, indeed, horror and humor in Sanctuary may 
demonstrate Walter J. Slatoff's thesis that Faulkner 
deliberately combines various extremes in order to create 
states of tensior1. "These states of tension,'' Slatoff 
_,, says, "are achieved by various forms of anti thesis, simul-
taneous suggestion, and irresolution, by Faulkner's over-
whelming tendency to place entities of all kinds in oppo-
sition" (52). 4 As we have seen, Sanc~ar1 demonstrates 
that a one-sided view of reality causes a character to be 
ineffectual ·and eventually even dangerous. What Slatoff 
labels the main tendency in Faulkner's work--the "tendency 
.to present experience in antithetic terms and clearly 
indicate what might well b~ called a polar imagination" \ 
(76)--is a reflection of Faulkner's view that life is not 
simple, that it is enigmatic, ambiguous, filled with "con-
flict, tension and frustration" (Slatoff 251). The princi~ -
pal characters of S~nctuary, to their peril, operate under 
4 Slatoff does not, unfortunately, take Sanctuar1 
seri6usly: " ••• whatever Faulkner managed to do in his 
rewriting of it, it remains ·t·o a large extent a· potboiler 
and is shaped at bottom by Faulkner~s intention to write 
'the most horrific tale I could imagine'" (211). The 
applications of Slatoff's views to Sanctuary are, therefore, 
my own. 
J6 
much simpler assumptions cor1cerning reality. 
Slatoff does not address the problem of tension 
created by the humor in F1aulkr1er, but he does suggest 
tha_t form and style generally ·demonstrate the author's 
"polar imagination", 
It is no coincidence, I think, that virtu~.lly 
all of Faulkner's experiments with form and style--
his rapidly shifting points of view, his disordered 
time sequences, his unsyntactical marathon sen-
tences, his oxymorons, his whole ~ethod, as Conrad 
Aiken puts it, "of §eliberately withheld meaning, 
of progressive and partial and delayed disclosure"--
have or1e effect in common: tension and frustra-
tion in the reader. {75) 
It could well be, then, that we have in Sanctuary's use 
,, 
of different traditions of humor, and in the mixture of 
horror and humor, a demonstration of Faulkner's deliberate 
creation of tension. Conrad Aiken's description of the 
characteristic shape of Faulkner's novels is applicable 
to the discussion of hu~or in Sanctuarya 
/It .[the shap~ is a persistent offering of 
obstacles, a calculated system of screens and 
obtrusions, of confusior1s and ambiguous inter-
polations and delays, with one express purpose; 
and that purpose is simply to keep the form--
and the idea--fluid and unfinished, still in 
motior1, as it were, and unknown, until the· . 
dropping· into place of the very last syllable. {48) . 
. '' 
· The final syllable of Sar1ctuary has been·,,·'a.ropped into 
place, of c.ourse. By lookir1g at the comedy of tl1e. novel in 
'<t'( 
cori'text, we see that Faulkner has indeed used .. whatever tool 
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he thinks will do most to finish the picture • • • • he is 
trying to paint of man." 
I 
Chapter 21 presents the-novel's first extended comic 
scene, in which Virgil Snopes assumes the position of the 
·' 
experienced guide who will show the charms of Memphis to 
Fanzo. Virgil is not experienced, of course; but he must \ ./ 
) 
play a r_ole. In search of a 'hotel they stumble into IVliss 
~ 
Reba's brothel, and they mistakenly and comically piece 
together information about where they are by referring to 
"What everyone knows is so." Throu~hout this bhapter 
the pair illustrate the same point we have seen the novel 
make about Horace, Temple, and others, a shallow frame of 
' . 
reference, a one-sided view of reality, makes the know-
ledge of the truth impossible to attain. That Virgil and 
r·-
FOnZ01 S orientation is inadeq~ate is made clear at th.e out-
set. In fact, the previously quoted opening paragraph of 
.. 
the chapter, with the "paraffin-paper package of popcorn 
and molasses," has an effect similar to that of the para-
graph referring to Temple's orientation in terms of "high 
fat clouds like gobs of whipped cream floating ..... (lJJ). 
Th~ chapter, therefore, is both humorous and ~ppro~ 
priate to the novel as a whole. When Fanzo first suggests 
that they try Miss Reba's, Virgil objects that the build-
ing. does _not conform to the co11ventional wisdon1 co1ncerning 
hotels because it does not have a sign. But, Fonzo p.oir1ts 
J8 
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out, that missing requiremen~ fo.r a hotel notwithstanding, 
this must still be one: "'Who ever heard of anybody just 
living in a thr~e-storey house?'" (185). In the face of 
\ 
this incontrovertible common sense, \irgil then points 
out tl1at they must .. be at the back door, since, as every-
" 
one knows, the pr~vy is never built onto the front door. 
But their tr~k to the other side of the block reveals 
nothing but automobile salesrooms, .. and they are forced to lw 
consider this an exception to the respected building 
-· 
standards. They continue to draw conclusions in this 
ridiculous manner, in spite of their uncertain reactions 
to the man and woman who enter tl1e privy together (186). 
The comedy of this chapter is based on the difference 
between the p,air' s professions of worldly wisdom and the 
reality of where they are, something their supposed know-
ledge is unable to decipher. Like Horace B~nbow, they 
assume that the people with whom they come into contact 
in the normal course of events are decent, upright citi~ens. 
,.,,. 
People normally are not really "bad," only a bit naughty 
occasionally. The discovery of a whorehouse would be a I 
rare event, they believe, which is why they get so giggly 
when they do discover one elsewhere in Memphis. As John 
E. Bassett.says, "They could have had it all 'at home'; 
but like the respec~able Jefferson residents of whom they 
are a parody, they cannot J3ee 'evil' urider their roof bu~ 
go elsewhere to find it" (80). 
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And so they conclude that Miss·Reba merely has pro-
vocative daughters, "''!'hat was ar1other one. She's got 
two daughters. Hold me, big boy; I'm heading for the 
• 
henhouse'" {187). Hearing noises in the night, Virgil 
continues the detective work: '''She's got a big family, 
I reckon'" (188). And because of~the distiJctive nature 
of certain sounds, they conclude that all of the wo~en are 
married ( 189). Even when Ivliss Reba says she .. needs their 
' 
room during the day, when they are at barber-college, they 
do not catch on. The farce continues when they discover 
that there is indeed a brothel in town. Fonzo repeatedly 
castigates himself for the slowness of his discovery, 
"'And to think I been here two weeks without never knowing 
about that house'" (190). He is, of course, speaking of 
-.Q 
a different house from the one he is in. 
By criticizing himself in this manner, Fanzo creates 
for himself the illusion that, though his realizations may 
come slowly at times, he possesses enough wisdom and aware-
. 
ness to admit his mistakes and proc·eed from there. Horace 
,:$ 
Benbow acts in a similar manner. For example, he more than 
once expresses disdain for the Baptist church--for good 
reason. When the hotel proprletor tells him that Ruby 
Lamar is no longer at the hotel, he indicates his beli.ef 
that the church that influenced the move deserv~s little 
• 
respects "'You mean to say you let the Baptist church 
~/ 
dictate who your guests shall be?'" (175), And he wants 
i-,, • 
,. 
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Clarence, Snop·es to put him at ease. concerning this po
int, 
\ 
I 
asking him, "'Are you a Baptist, by any chance?'" (199).5 
But Horace, .like· v·irgil and Fonzo, is satisfied with l
ittle 
· realizations and. remains blinded to larger realities. 
He fails to see that corruption runs much deeper, as the 
> 0 
institution he reveres--the legal system~-, as well as h
is 
own sister, are suspect. Horace can see evil from a dis-
tance, but he does not recognize it under his nose. Sim
ilar-
ly, Virgil and Fonzo discover a brothel blocks away witho
ut 
realizing that they live in one. 
Those few critics who have seen connections between 
this cl1apter and the rest of Sa1nctuary make the obvious 
point that Temple is also a boarder at bliss Heba' s and t
hat 
therefore the chapter must be important. 
not always specific about the parallels, however. lViich
ael 
lvlill_gate, for example, implies that the earlier version 
of 
the novel made better use of the juxtaposition of episodes, 
••• the episode of Virgil and Fonzo visiting 
IJliss Reba's brothel in the belief that it is 
a hotel actually assumes additional ironic point 
Ccompared to the revised version·of panctuar~J 
from being immediately juxtaposed with the 
account·. of Temple's· introduction to the same 
establishment • • • • (116) 
5 Coming when it does, after Horace's experience with 
the committee of B~ptist women, this question is itself 
humorous. Typically, however, Horace acc~~ts Clarence's· 
evasive reply ( .. 'tJiy foll{.s is. I'm putty liberal, myself'"). 
But later,' while in the barber shop, Clarence boastfull~ 
identifies himself with the Church: "' ••• I been a 
de·cent Baptist all my'. life, • • • '" (2.58). 
41 
I 
In the revised version, however,· the scene in w,hich 'l'emple 
is introduced to the brothel comprises Chapter 18, and 
Temple gives her account of events to }Iorace in Chapter 
23. 
• 
Ivliller sees tr.1e comic chapter as offering O ironic 
contrast to the horror of the novel's central sexual 
violence" (150), which is recapitulated in Chapter 2J. 
Miller comments on the relevance of Chapter 21: 
The reader is likely to find all this [the 
exploits of Virgil and Fanzo] amusing until 
he recalls that this is the same house that 
houses Temple as prisoner, and until he remem-
bers that the sexual itch or compulsion moving 
Virgil and Fanzo is the same that, in a perverted 
form, drove Popeye to l1is rape of 'l'emple. (149) 
Of course, such con1parisons with Temple and Popeye 
are meaningful. It is also worth noting that the chapter 
satirically comments on the hypocrisy of society at large •. 
The citizens of Jefferson, as we see in their treatment of 
Lee Goodwin and Ruby Lamar, have pretensions of upright-
ness and purity. The chapter implies, how~ver,· that 
brot·hels are commonplace in r,1emphis and that they are 
patronized by residents of Jefferson, presumably by the 
husbands, sons, and brothers of those baptist "church·~.··. 
ladies." 
But, as I have noted above, pointed parallels exist 
betweer1 1-Iorace and the Snopeses. Because of their cor1-
ventionali ty and their impliecl <?,SSUmption tllJ;t evi)... o,,,i.~ .~ 
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minor aberration, Virgil and Fonzo are unable to perpieve 
reality. Horace is blind for the same reasons. This 
comparison is in fact reinforced by the juxtaposition 
of chapters. Chapters 20 and 22 both deal with Horace's 
··; ,. 
trying to find housing for Ruby Lamar and her child in 
the face of opposition from Narcissa and the Baptist 
church ladi~s. _And both chapters include scenes depicting 
Horace's dealings with Clarence Snopes. In Chapter 20 
Horace blames the Baptists .for the eviction of Ruby Lamar; 
but when Narcissa refuses to open her doors to the woman, 
Horace does not see in his sister the same "'odorous and 
omnipotent sanctity'" (179) that he curses in the towns-
people. Miss Jenny, on the other hand, does suspect that 
• 
Narcissa instigated the actions of the committee of church 
women (177), and she also sees that there is more than 
idle curiosity to Narcissa's asking who the prosecuting 
attorney is: 
After Horace left, Narcissa went up to 
Iv1iss Jenny's room. ••w·ho is t-he District Attorney?" 
she said. 
"You've known nim all your life," Jvliss J·enny 
said. "You even elected him. -Eustace .Graham. 
What do you want to know for? Are you looking 
around for a substi tu.ta tor G.owan Stevens?'' 
' 
"I just wondered," Nar~issa said. ~ 
"Fiddlesticks,•• IVii?S Jenny said. ..You 
dont wonder. You just do things and then s~op 
until the next time to do something comes around." (180) ~. 
Though she doea not know what Narcissa is _t 
4J 
'" 
to, IVliss 
•' ,. --
Jenny's instincts are correct. Horace, however, bound by 
. I his naivete, would never suppose that his sister could 
··-,,<. dec.eptively work against his interests. He is as stupid 
as Virgil and Fonzo are. 
The structures of these chapters also invite us to 
link them. In fact, the two chapters that sandwich this 
comic chapter both end with short conversat!.ions between 
Horace and the devious Clarence Snopes. In each exchange 
tension is created by·the fact that Clarence obviously 
knows more than Horace does. Clarence is, in fact, in 
the business of selling information about the case to 
Horace and, evidently, to Judge Drake. So we have the 
naive and imperceptive Horace facing the corrupt but 
knowledgeable Clarence. Clarence's language continually 
( 
points out the difference. He says, for example, "'Half 
the trouble in this world is caused by women,. I always 
say'" (181), humorously pointing to an equal distribution 
of evil between the sexes, something Horace, with his 
"white goddess complex" (Kerr 222), does no·t consider 
possible. Whenever we see Horace and Clarence together 
we sense that Clarence is in on a secret while Horace 
is an outsider. 
Chapter 21, Virgil and Fonzo's chapter, also ends with 
a short conversation including Clarence, but in this case 
he speaks not with Horace but wit~ Virgi·l and Fonzo. The 
. . ~ 
tone ·of the conversation between him and them is the s·ame 
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as that of the conversations between him and Horace. He 
; 
is thoroughly involved with the seamier side of Memphis, 
while they remain unaware. As Clarence says. to Virgil,· 
"!I'll be durned if you ain't the .biggest fool this side 
f J k • • '" ( 192). o ac son. He undoubtedly thinks, but doe& 
not say, the same thing about Horace. Thus, the comic 
chapter is the centerpiece of three chapters that end on 
the same note and involve the same person (Clarence), 
a fact that impels us to compare Virgil and Fonzo to 
Horace Benbow. 
It might be argued that this first comic chapter 
fails in that the continued ignorance of Virgil and Fonzo 
is unrealistic, that no one is that stupid. To be sure, 
the pair's obtuseness seems far-fetched. As we have seen, 
frontier humor, which is probably the basis for Faulkner;!s 
humor, depends on exaggeration. But we must be careful 
not to, betray a prejudice against humor when claiming 
that Virgil and Fonzo are unrealistic, unless it is also 
argued that the naive reactions of Horace Benbow and 
Temple Drake are also unconvincing. For that is surely 
one of the main points of a scene such as this. The stubborn 
,. 
reliance on conventional codes, even when the facts cannot 
be apprehended through such a dependency, is unrealistic. 
Virgil and Fonzo are no less credible than Horace and 
Temple 'in this regard. Together these characters show 
· a human inability. to come to gr·ips with reality. 
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One of the reasons the scene with Virgil and Fonzo is 
f'unny is that the pair exhibit recognizable human traits. 
For example, they feel guilty upon their return from the 
other brothel, and, looking upon Miss Reba as an authorityn 
figure, they provide what they think will be a convincing 
alibi: "'We been to prayer-meeting'" (190). The Snopeses, 
like Temple Drake and Narcissa, are concerned with appear- W>•· 
ances, and they know that religious respectability is a 
widely-regarded standard. Even Miss Reba apparently main-
tains religious appearances, for when she first meets 
Temple she has "a wooden rosary in one hand and the tankard 
in the other," having just returned from church. (lJ9). 
Likewise, the humor in the scene depicting Red's 
funeral is effective because it shows people operating 
according to codes of behavior that are inappropriate for 
the situation. The participants obviously know something 
about the conventions of funerals, but most are apparently 
gamblers, bootleggers, and hustlers of one k·d.nd or another. 
So there is a clash of different codes. Everyone knows 
that black is the appropriate coior at funerals, so "the 
archway to the dice-room was draped in black. A black 
pall lay upon the crap-table, •• ·"~(2J5-2J6). And be-
cause this is a gambling establishment, the funeral is 
provided with a rare ieat~ie: a bouncer, "who appeared 
to be on the point of bursting out of his dinner jacket 
,. 
through the rear, like a cocoon" (2J6). 
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Other funereal conventions are present. There are, 
for example, refeshments; but the timing is off. So we 
see Gene the bo,otlegger, whose characteristic speech is 
a string of cliches, opening the proceedings with an in-
vitations "'Come on, folks. It's on Gene. It dont cost 
you nothing. Step up and drink. Th~re wasn't never a 
better boy walked than him'" (2J6). Once everyone is 
fairly jolly, there is the conventional rationalizations 
"'Red wouldn't like it solemn ••• '" (2.38). Every funeral 
must have music, but the differences of opinion as to the 
appropriate style of music provide one of the most humorous 
exchanges in the novel: 
"Let them play j~zz," the second man said. 
"Never nobody liked dancing no better than Red." 
"No, no," the proprietor sai~. "Time Gene 
gets them all ginned up on free whiskey, they'll 
start dancing. It' 11 look bad." ., 
"How about the Blue Danube?" the leader said. 
"No, no; dont play no ,,blues, I tell you," 
the proprietor said. "There's a dead man in that 
bier." 
"That's not blues," the leader said. 
''What is it?'' the second man said. 
··"A waltz. Strauss." 
"A wop?" the second man said •. "Like hell. 
Red was an American. You may not be, but he was. 
Dont you know anything American? Play I Cant 
Give You Anything but Love. He always liked that.'' 
"And get them all to dancing?'' the pro-
prietor said •••• "Yo~ better start off with 
Nearer, My God, to Thee," he said, "and sober 
them up some." (237-2)8) 
Note the repeated concern for respectaple appearance • 
. _, 
The 
proprietor worries that "'It'll look bad,'" while the 
,• I 
' ,. 
"second man• applies the principles of narrow patriotism to 
the selection of music. 
.. . \ Respectable citizens always dema~d that their corpses 
look tidy, _and undertakers are, of course, employed to 
achieve the desired effect. In this case both the under-
taker's work and the sensibilities of the people are undone 
when the c·orpse tumbles out of the coffin, its face thrust 
into the center of a wreath: 
0 
When they raised the corpse the wreath 
came too, attached to him by a hidden end of 
a wire driven into his cheek. He had worn 
a cap which, tumbled off, exposed a small blue hole in the center of his forehead. It had been neatly plugged with wax and was painted, but the wax had been jarred out and lost. 
They couldn't find it, but by unfastening the 
snap in the peak, they could draw the cap down 
to his eyes. (241-242) · 
These are resourceful people when it comes to maintaining 
appearances. 
I 
Another convention of funerals is weeping. Gene 
evi~ently believes that the way to keep up this appear-
ance is to induce tears with alcohol. He says, "'. • • 
come and get it. Jt's on Gene. I dont want a dry throat 
or eye in this place in ten minutes'" (2.38). While the 
' 
cornetist plays "In That Haven of Rest," two middle-aged 
women, :incongruously decked out in flowered hats, oblige 
.him by "weeping quietly" (2JB). 
Gene's chief concern throughout the funeral, of course, 
is his reputation as a bootlegger, his appearance before 
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his customers. So he feigns insult when a waiter weakens 
the p~nch with fruit and icea · "'What the hell you doing? 
•• 
• • 
• putting that slop in there? ·· Get to hell away from 
here.'" To the cheers of thos·e present he dumps hard 
liquor into the punch bowl, "splashing it into and upon the 
extended hands .and cups" (2J9). The proprietor meanwhile, 
concerned with the cost of the affair and the increasing 
drunkenness of the participants, attempts to restore 
' order by appealing to conventional sensitivity towards 
the dead, "'Folks! Folks! • • • Dont you realise there's 
a bier in that room?'" (2J9). It is too late for such an 
appeal, however; for Gene .. thinks he is again being insulted: 
•?).., 
"'Beer? ••• Beer'? ••• Is anybody here trying to insult 
me by--" (240). 
The central figure of this scene,is not finally Red, 
or Gene, or the proprietor, but the mob itself, which 
manages to drown the orchestra "in a sudden pandemonium 
of chairs and screams" {241). The mob in this scene is 
like the one that lynches Lee Goodwin and threatens Horace 
Benbow, except that here we have a thoroughly comic scene. 
The mob's annoyance at the proprietor is expressed in 
language that resembles the language of the lynch mob. 
Here again is the threat addressed to Horace: 
"Put him in, too. There's enough left 
to b.urn a lawyer. " 
''Do to the lawyer what we did to him. 
What he did to her. Only we nev~r used a cob. 
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We made him wish we had used a cob." (289) 
And here is the language directed against the proprietor, 
"Put the son of a bitch in a coffin. Let's 
have .·.·two funerals.'' 
" •••• Put the son of a bitch in a coffin. 
See how he likes it." (240) 
Undoubtedly those who threaten Horace Benbow also believe 
that th.ey are being clever and even funny. There is, as 
Faulkner has said, a fine line between comedy and tragedy, 
between humor and horror, as a comparison of these two 
scenes demonstrates. 
The two middle-aged women who weep quietly at the 
funeral are undoubtedly Miss Myrtle and Miss Lorraine, 
whose subsequent visit to Ivliss Reba's, house .. o~c,asior,is-
the shift of scene in the chapter. These women are evi-
.; 
dently in the same line of work as Miss Reba, but the 
conversation that ends this chapter is rife with genteel 
expressions and references to various standards of respecta-
bility. In spite of the chaotic scene they have just wit-
nessed, they are careful, at first, to deny that anything 
unusual occurred. Upon entering Miss Reba's, they act 
according to the proprieties,, 
Once inside the house the woman with the hand-
kerchief began to weep aloud. 
"Didn't h~-look sweet?" she wailed. 
"Didn't he look sweet!". 
__ "Now, now," Miss Reba said, leading the 
way to her room, "come in and have some beer. 
You'll feel better." (24J) 
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The women continue to "·talk politely, in decorous 
half-completed sentences" (244), 6 always careful to speak 
of human affairs in such a way as to appear well-bred. 
Referring therefore to the beer-swiping Uncle Bud, Miss 
, Lorraine says, '' • Children are such a com! ort to a body•" 
(244). They find various excuses· to continue drinking 
and civilly commend Miss Reba for her hospitality, 
"Miss Reba's the perfect hostess,'' the thin one said. ''How ,many times you heard me say that, Miss Myrtl~?" 
"I wo~ldn • t under.take to say, dearie," Miss Myrtle said. (246) 
As the tankards are continually filled, the level of 
sentimentality rises. Miss Reba, in a tearful moment, 
speaks of her deceased Mr. Binford: "'He was such a 
good man. 
' 
• We was"like two doves. For twenty-five • • 
years we was like two doves''' {247). We know, of course, 
that Mr. Binford is also the name of the dog that she 
6 The narrator more than once uses the word "decorous," or a form thereof, to describ·e the marmerisms of the ladies. Besides speaking in "decorous half-completed sentences," they also drink "decorously, handling the tankards delicately" (245). And there is this description: ". • • "the, two guests wiped their lips with prim decorum. The thin one coughed deliberately aside, behind her hand" (244). Also, the word i~ used to describ~ the men who attend Red's funeral dressed in "dark s·ui ts of decorous restraint" (2J6). And the word is used at least once to describe Temple at the Old Frenchman's Place. She is on a corn-shuck mattress, "her hands crossed on her breast and her legs· straigh-t anQ close and decqrous, like an effigy on an ancient tomb" (69). The;
1
word is, of course, appropri-ate to describe. characters for wh.om ?1,ppearance has become reality. 
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throws out of windows when She drinks heavily (150).7 
Miss Myrtle even manages to be sentimental about Popeyea 
"'He goes all the way to Pensacola every summer to see 
his mother •• • • A man that.' 11 do that cant be all bad' " 
(248). Miss Reba know·s better, however, because her re-
spectability ha.s been offended by Popeye's deviant be-
havior: '''Me trying to run a respectable house, that's 
been a shooting-gallery for thirty years, and him trying 
to tu~ it into a peep-show'" (248). 8 Miss Myrtle ratio~lly 
explains that Popeye should have gotten an uglier man than 
Red, since "'us poor girls'" cannot be expected to resist 
temptation. And when Miss Reba explains that Popeye would 
make whinnying sounds at the foot of the bed of Temple and 
Red, Miss Lorraine puts a cap on an outrageous chapter: 
"'Maybe he was cheering for them • • • •" (252). 
The ·Scene re inf ore es the novel,.' s theme of the inability 
of "respectable" people to grasp reality: 
7 In fact, at the start of this scene, as Miss Reba 
greets Miss Myrtle and Miss Lorraine at her door, she at 
the same time kicks aside the dogs, flinging them "back 
against the wall in muted thuds" (24J). 
8 Her indignation at the co11tamination of her "'re-
spectable house'" can be compared to tne gambling house 
proprietor's annoyance during Red's funeral: '''I just . 
done this as an accommodation. I a·mi·:. ru.nning no funeral 
parlor'" (2.38). There are some obvious parallel~ to the 
"serious" parts of the novel, most notably to the insistence 
of Narcisse. and the Baptist church ladies that their homes 
and town must not be . sullied ,. by ,-.the.- presence t of any person 
or behavior that does not conform to their narrow standards •. 
•· 
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This is a world in which words, and the standards 
they represent, have lost all real meaning and 
continue their existence quite apart from, and 
even in opposition to,· rea.li ty .. -a world we have 
already come to know in the·funeral itself, in 
Narcissa's dedication to the standards of de-
cency, and in the Negroes singing by the jail. {Waggoner 99) · -
l!' 
l'\. 
Sanctuary's statement on evil and the nature of reality 
is humorously reiterated in this scene. Miss Myrtle and 
Miss Lorrai?J.e, who "ape the social customs and unknowingly 
parody the social conversation of Jefferson" (Kinney 186-
187), express and demonstrate their desire to keep Uncle 
Bud untainted by "evil." Such a goal seems preposterous 
coming from women who manage brothels, but these ladies 
are far from immune to the respectable conventions that 
govern the rest of society. In particular, they fret over 
Uncle Bud's language. 9 When .he calls one of lV1iss Reba's 
r 
dogs "'you thon bitch'" (24J), Miss Myrtle expresses shock, 
"'The 1· d ' very ea. • • • How in the world he can learn such 
words on an Arkansaw farm, I dont know.'" Miss Reba, wiser 
than she knows, replies, "'They'll learn meanness anywhere'" 
9 John E. Bassett points out that the con~ern for 
Uncle Bud is similar to Narcissa's sheltering of her boy. 
Speaking of IVliss Reba, Bassett says, -"Her home must be 
regular enough for Myrtle to bring along Uncle Bud. He 
is protected by·the circle of madams just as little Bory 
Sartoris is sheltered by Narcissa and her church ladies" (80). . 
·~ 
.) 
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(244). 10 The women, so that they can talk explicitly 
about Popeye, soon dismiss the boya "'Uncle Bud, honey 
• • • 
dont you want to go and play with Reba and Mr. Bin-
ford?•''{251). Once Uncle Bud is out of the room, Miss 
Lorraine repeatedly refers to Popeye as a·"•son of a 
bitch'" (251-252), using the very expletive for which 
Uncle Bud was scolded. 
Such hypocrisy should not surprise readers of Sanc-
tuary, for it appears in other, more. serious forms. Hor-
ace, who idealizes women, evidently has incestuous longings; 
a society that screams for justice brutally and unjustly 
,, 
murders a man, while the institutions that supposedly up-
hold the law treat the appearance of justice as a commodity 
to be bought and sold. The three madams, in their humorous 
.,. 
hypocrisy, remind us of the trait's emergence in more sinis-
ter foJ:!ms. 
The objection one might, raise concerning Virgil and 
\\Fonzo • s flatness as characters might also arise concerning 
lO They will learn meanness anywhere but at Miss Reba's, 
it seems. For the three madams, their maternal instincts 
in full bloom, briefly discuss Virgil and Fonzo ( "-'~hem 
two nice young fellows'"). Miss Reba here says she wants 
to keep them innocent: "'I think I got to get shut of 
them •••• I aint specially tender-hearted, but after 
all it aint no use in helping young folks to learn this 
world's meanness until they have to. I already had to 
stop the girls running around the house wi thou·t no .... clothes 
on and they dont like it'" (24.5). Throughout Sanctuary 
the act of pretending that "meanness'' does not exist is 
always shown to be unwise • 
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the· three madams. To be·sure, they are not "realistic~'' 
But Aiken's reminder concerning Faulkner's method is 
useful at this points 
Verisimilitude--or, at any rate, degree of ver-
isimilitude--he will cheerfully abandon, where 
necessary. if the compensating advantages of 
plan or tone arera sufficient inducement. The 
famous scene in Sanctuary of Miss Reba and Uncle 
Bud, ••• is quite false, taken out of its 
context; it is not endowed with the same kind 
of actuality whi~.h permeates the greater part 
of the book at all. Mr. Faulkner was.cunning 
enough to see that a two-dimensional cartoon-
like statement, at this juncture. would supply 
him with the effect of a chorus, and without 
in the least being percei ,red as a change in 
the temperature of truthfulness. (49) 
Miller, similarly, writes about Sanctuary in general as 
exhibiting a kind of "stylized realism": >: 
Like the "realism" of recent American fiction, 
Sanctuary's stylized realism is a strange mix-
ture of the actual and the semi-allegorical, 
the everyday and the extraordinary--all art-
fully combined to convey a more acute sense of 
the way things really are than traditional 
realism can. (146) 
T,he three madams also serve to reveal information to 
us concerning Popeye. Nowhere are Popeye's impotence "-
and sexual perversion disclosed more explicitly than at 
the end of this chapter. One of the effects of this use 
of·these comic figures is a softening of the reader's im-
pressions of Popeye. We are, in fact, increasingly inclined 
to view him as· a comic figure. To be sure, he is, in 
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spite of his brutality, ultimately less threatening than 
Narcissa, or Judge Drake, or the Baptist Church. Bii.t, 
again, there is not too ·rine a distinction between humor 
and horror. 
The juxtaposition of the end of Chapter 25 to the 
beginning of Chapter 26 invites us to compare Popeye and 
Horace Benbow, indeed, to view them as doubles. We have 
. 
already seen that Horace and Popeye become one in Horace.!s 
vision of himself "plunged forward" in the position of a 
---, rapist "while the shucks set up a terrific uproar" (216). 
The comparison is made again here. Lyall H. Powers dis-
cusses two strikingly similar descriptions, one close to 
the end of Chapter 25, the other at the beginning of Chap-
ter 26: 
· We have just had Miss Reba's account of Popeye, 
watching Red and .:·Temple copulate, "hanging over 
~he foot of the bed without even his hat off, 
making a kind of whinnying sound." ••• The 
next chapter begins its reference to Horace 
with the information that "he had not been to 
bed, nor even undressed~; it reminds us of his 
relations with the two Belles in his family,· and. 
alse of the scene, just two chapters earlier, 
in which thinking of Little Belle and Temple 
simultaneously had sent him ... retching to his 
bathroom. (82) 
Sanctuary's portrayal of Popeye and Horace as doubles 
. 
is one of the.chief means by which it presents the theme 
we have been discussing. The 'ideali'S,·tic man .who "sees 
. ' 
.,' 
'· I:\ " 
no evil" merg.es with one who is, conventionally speaking, 
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the embodiment of evil. The opening scene of the novel, 
a humorous episode, forcefully makes this point. Admit-
tedly, the point of the scene at the spring, and its 
humor, a.re probably not noticed unti;t. subsequent readings. 
But in this opening scene Popeye and Ho~ace stare at each 
other across the spring for two hours. One is armed with 
a gun, while the other--Horace--is armed with a book. 
The incongruity is ridiculous, especially since Horace 
condescendingly uses his bookishness almost as a gun to 
shoot down Popeye (4-5). Popeye's later reaction to the 
', 
I 
I 
incident further points to the humors 
"Goofy house • ••• That's what it is. It's 
not four days ago I find a bastard squatting 
here, asking meA if I read books. Like he 
would jump me with a book or something. ~ake 
me for a ride with the telephone directory." (94) 
But in spite of many apparent differences, the two 
do stare at each other for two hours, perhaps as though 
recognizing each other in some way. We could perhaps 
explain Horace's reluctance to move from the spring; he 
is no doubt afraid of Popeye, and he is in a brooding 
frame of mind after lea~ing Belle. But why does the 
usually impatient Popeye stay put for•so long? Kinney 
comments on the scene: 
••• all we know is that in some profound way 
these two men attract each other. From the 
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outset, Sanctuary asks us in·:·.what ways· Popeye 
and Horace are doubles and in what way their 
confrontation serves as an introductory emblem 
passage to the novel. (179) 
Because Sanctuary contair1s two decidedly comic chapters, 
we must not conclude that the rest of the novel consists 
{ 
of the "serious•• parts, scenes devoid of humor. Indeed, 
I have already mentioned Gowan Stevens.' letter, Miss 
Jenny's wit, and Temple's hollow protestations ("'Ivly 
father's a judge'•") as among those incidents that com-
.,:, 
/ 
bine the humorous with the serious concerns of the novel. 
The opening scene, the spring scene, suggests that anything 
can happen in Sanctuary, that seemingly dissimilar elements 
can be and are combined. As Iv1iller says, "There is here, 
in this cinematic-like scene, as frequently elsewhere in 
the novel, a curious mixture of the sinister and the 
ridiculous, of the grim and the absurd, of the ominous 
and the funny" ( 142) • IV!iller comments further on the way 
in which the novel's opening establishes the rules for the 
/ 
rest of the novel: 
[Faulkne~ is drawing the reader into a world 
where ~is usual sense of normality and of cause 
and effect will be jarred and upset, where in-
congruities will abound, and where .the sinister 
and th.e ·1 absurd will intermingle and meld one 
into another with imperceptible shifting. In 
such a world it is pointless to object to one-
dimensional charactersa it is just such char-
acters tha~ help create and establish the world 
to begin with. (14J) 
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In several minor s·cenes humor is used to illustrate 
the point that narrow patterns of behavior keep characters 
from discovering reality. Lee Goodwin, for example, 
expecting a bullet to come through his cell window at 
any moment, at half-past two in the morning offers an 
excuse for Popeye's tardiness: ••·1 He must have had a 
puncture'" .(271). Refusing to forsake his preconceptions, 
Goodwin speaks much like a host giving the benefit of the 
doubt to an absent dinner guest • 
.. , Similarly, the policeman does not take seriously 
Popeye's grandmother because of his preconceived notions 
concerning old ladies. When she tells him she traded-in 
the child at the store, he says, •• 'You ought to be in 
vaudeville ••• '" (299). And he responds in the same 
manner when she asks for a matcha 
"You ought to be in vaudeville," the police-
man said. "You'd bring down the house." 
"I am," the woman said. "I bring down the 
house." 
uwhat house?" He looked at her. "The 
poor house?" 
"I~ll bring it down," the woman said. "You 
watch the papers tomorrow. I hope they ·get my 
name right.~· (299) 
The pattern is by now familiars a"character, in this case 
the policeman, cannot prevent evil because he refuses to 
.... 
acknowledge that it exists right before his eyes. Note 
. 
also that the woman expresses, probably sarastically, a 
concern for superficial appearances, as she considers how 
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her name will appear in the papers. 
The account of how Eustace Graham was· elected District 
Attorney also humorously demonstrates that appearances 
are misleading. Graham, we learn, h~s "a clu~ foot, which 
had elected him to the office ••• " (254). And Graham's 
rise through law school was, to all-\ appearances, quite 
respectable: -"People were glad that he had saved through 
his industry to where he could give all his time to his 
studies" (255). But the man's success is·actually the re-
sult of his cheating at poker, and at the law. This honest, 
hard-working, handicapped servant of the people is able to 
-~ . 
assure Narcissa that Horace "'hasn't a chance in the world'" 
(256). Evidently Graham never heard that a man with a club 
foot is always honest. The scene is minor, but it too 
shows that sentimentality, since it is a warped view of 
reality, eventually serves the elements of evil and cor-
ruption. 
Sanctuary is, of course, made from various elements. 
Humor is one of these; but, as we have seen, the humor 
serves the thematic concerns of the novel. The comic 
chapters reflect, and s0If1etimes directly comment upon, 
,, 
r 
' 
the actions of the main characters. Furthermore, the 
structure of the comic chapters suggests that they are 
not so separable from the rest of the novel as some critics 
. . 
. 
assume. Moreover, numerous passages in Sanct~ary fully 
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integrate humor and the novel's serious concerns. 
Faulkner's Sanctu1ary, therefore, is not ''cheap." 
Rather, it is a satirical novel that demonstrates that 
both good and evil exist within_.human beings and man-
made institutions. Those, like Horace Benbow and others, 
who do not acknowledge that evil is real and powerful 
are doomed to failure; they never realize their good 
intentions. 
Effective action does not entail a surrender to evil, 
~ however. There is a scene in Sanctuary in which Horace 
speaks to Ruby Lamar, who tells Horace that the gossip 
of the townspeople is a force that he would be foolish to 
ignore. The narrator, here reflecting the theme of the 
novel, says that Ruby Lamar's. knowledge is derived from 
"that feminine reserve of unflagging suspicion of all 
people's actions which seems at first to be mere affinity 
for evil but which is in reality practical wisdom" (194). 
"Practical wisdom" is what.sanc:tuary affirms. It adver~ely 
criticizes narrowness based on idealistic sentimentality, 
self-righteousness, or a preoccupation with one's reputa-
tion, appearance, or personal comfort. In other words, 
because their frames of reference are too shallow, Hor-
ace Benbow, Temple Drake, Gowan Stevens, Virgil and ''Fonzo 
Snopes, the policeman who speaks to Popeye's grandmother, 
and others are not suspicious enough of people.• s actions. 
. 
. . 
And invariably the naive and sentimental, those .~'roman-
61 · 
tically innocent of evil" (Swiggart 29), depend upon codes 
' 
c,,.i 
of behavior as substitutes for reality. These narrow 
codes, Dather than being sanctuaries from evil, eventu-
ally become destructive, as the lynch mob, and more humor-
ously those who attend Red:,• s funeral, demonstrate. Those 
who deny e·vil and huddle under umbrellas of respectability 
invariably do demonstrate not practical wisdom but an 
affinity for evil. 
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